drink that is served to bind groups of people together." On the other hand, the material on tools, technique, and, to a lesser degree, function, is well presented and ethnographically valuable.
Levinsohn's attempt in chapter three to use the lithographs and engravings as historical documents is overly cautious and weak. In addition, she unsuccessfully tries, in the same chapter, to relate the nature of design to social organization. Chapter four deals with the relationship between basketry design on the one hand and that of pottery and beadwork on the other. The discussion of beadwork is particularly informative and interesting. The strongest and most exciting section of the publication is chapter five, which deals with the meaning and symbolism of design among the Bayei. Yet, even here the author presents data but only suggests ideas. In addition, Ms.
Levinsohn contradicts herself or confuses the reader, or both, by stating at the beginning of chapter five that only the Bayei "have evolved a series of symbolic patterns" and then ending the chapter with a discussion of animal images "depicted only by the Hambukushu."
Based on the title of the book, chapter six, "The Revival," should have been the longest, strongest, and most significant component of the text. However, this is not the case. In this section, the author refers to some recent developments without any analysis or consideration of the commercial and economic significance of these developments. Ms. Levinsohn declares, "The craftsman differentiates his works for three groups"-the villagers themselves, the tourist, and the collector--but she never informs the reader how or why they are differentiated. The scope and nature of the Vukani association, for example, is indicated, but its impact on Southern African basketry form and design is not.
In conclusion, the data could have been worked more and the text should have been more carefully organized and edited. The publication can be characterized as being disorganized in parts, inconsistent, disappointing, and lacking any discernible method or approach. Finally, the book is badly bound so that it easily falls apart. Yet the rich comments that accompany the tales represent a sincere attempt to provide the reader with as much information as he can handle, and more. They will be an unexhaustible mine for future scholars of Nkundo culture and oral literature and will provide a source for a systematic analysis of the narrative, the narrators, and their society. The author of Urban Blues (Chicago, 1966) has written another arresting book, focusing this time on music and dance among the Tiv people of central Nigeria. Charles Keil paints on a very broad canvas while attempting to answer the deceptively simple question of "whatTiv song is and does." In a most innovative way, he endeavors to link song and other expressive outlets of T v culture to their social, psychological and ideological sources.
Apropos of this, Keil states that "a culture's expression is probably as complicated as life" (p. 182). In short, contextual anthropological analysis far outweighs standard musicological analysis in this work. Studies of this sort are few and far between, and consequently this book is a most welcome addition to ethnomusicological literature. Moreover, students of ethnomusicology will also find it an excellent source on fieldwork problems and methods.
Keil deliberately avoids terminology like "art" and "aesthetics" (and the assumptions underlying these concepts), relying instead on the Tiv's own concepts, thereby removing "some of the blunders, biases and distortions inherent in our own vocabulary" and forcing us "to question some of the axioms of our own musicology" (pp. 26-27) . His discussion of Tiv L.Rr9 G LLSY INC african af
